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departure and of self-assertion. For as we grow we leave the home, which reveals to us 
the world: a place with an impossible amount of other houses, and the gaps between. 
Each house stands waiting at the end of the drive attached to a road, connecting one to the 
next and the next to the world. To pull back is to see a network, a continuity to which we 
are all attached. 


“Memories of the outside world will never have the same tonality as those of 
home and, by recalling these memories, we add to our store of dreams; we are 
never real historians, but always near poets, and our emotion is perhaps nothing 


but an expression of a poetry that is lost.” (Bachelard, p.6) 


As we leave the familial house, we move and create new houses, dragging with us the 
parts that shape our environment. These objects, although removed from their familiar 
origin, do not lose their primary function, but their meaning is transformed. We 
acknowledge how they wear, and occasionally we recover them, but we take for granted 
their vigil-like presence, which was once a source of comfort. At points in our life, we 
may add to our objects, injecting the new and replacing the old as if adding to our 
vocabulary. These new objects are attached to desire rather than to necessity. But after 
they wear, the objects seem to be transformed, holding in their shadow an echo of the 
original objects they replaced. This evokes a sense of nostalgia. This sense of nostalgia is 
not limited to objects and can be seen as a metaphor for our connection to our social and 
physical environments. To acknowledge the replaced is to acknowledge what we lack and 
what we have lost. 


' Margaret Atwood, introduction to “Peter Doig: Works on Paper” (Vero Beach, FL: 
Windsor Press, 2005), n.p. 
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hiding in plain sight 
March 4- 22, 2008 


Images are messages; they drift up from where they are hiding’. They are found in 
association; they are found in the everyday. They seek your acknowledgement and desire 
your attention. They grow from your experience and memory, and hide waiting to be 
found. 


In this body of work the subject of my painting is the interior and exterior of the familial 
home. The image of the home is one that most of us share. It is embedded in our 
subconscious, as the first place we navigate as self. It grows beyond the objects, the 
structure, and the space. A house is a container for emotion and lost time, holding tight 
within its walls thoughts never spoken and emotions never shared. But in today’s western 
culture, it is also important to acknowledge that the familial home is both a site of 
departure and of self-assertion. For as we grow we leave the home, which reveals to us 
the world: a place with an impossible amount of other houses, and the gaps between. 
Each house stands waiting at the end of the drive attached to a road, connecting one to the 
next and the next to the world. To pull back is to see a network, a continuity to which we 
are all attached. 


“Memories of the outside world will never have the same tonality as those of 
home and, by recalling these memories, we add to our store of dreams; we are 
never real historians, but always near poets, and our emotion is perhaps nothing 


but an expression of a poetry that is lost.” (Bachelard, p.6) 


As we leave the familial house, we move and create new houses, dragging with us the 
parts that shape our environment. These objects, although removed from their familiar 
origin, do not lose their primary function, but their meaning is transformed. We 
acknowledge how they wear, and occasionally we recover them, but we take for granted 
their vigil-like presence, which was once a source of comfort. At points in our life, we 
may add to our objects, injecting the new and replacing the old as if adding to our 
vocabulary. These new objects are attached to desire rather than to necessity. But after 
they wear, the objects seem to be transformed, holding in their shadow an echo of the 
original objects they replaced. This evokes a sense of nostalgia. This sense of nostalgia is 
not limited to objects and can be seen as a metaphor for our connection to our social and 
physical environments. To acknowledge the replaced is to acknowledge what we lack and 
what we have lost. 


' Margaret Atwood, introduction to “Peter Doig: Works on Paper” (Vero Beach, FL: 
Windsor Press, 2005), n.p. 


I am interested in the ways we find meaning in day-to-day experiences and in the 
cognitive process associated with an internalized experience. By repeating images of 
domestic spaces, | am responding to our daily routines, which are repetitive in nature. I 
am drawn to the unremarkable and the unremarked-upon, which are often overlooked in 
our daily activities. In my painted description of these places I look past the function of 
these spaces and objects, and highlight their emotional relevance. I am interested in the 
ways in which we understand our interior life, and how that reflects our associations and 
the meanings found in the outside world. To question this relationship is to question a 
broader sense of order. To step outside of this order is to acknowledge our isolation. The 
images presented act as a mirror to my experience of the everyday. As seen through eyes 
filtered by memory, the colours transform the place from an illustration of facts to a place 
of psychological tension and flux. Although isolation is apparent, another possible entry 
can be seen — as if conjuring the potential found in the familial home, the first place that 
we experienced and did not yet understand. I offer an opportunity to experience hope 
through participation and engagement. Although isolation is implied by the lack of 
figures, the house is waiting for viewers to put themselves into the space by association. 


The body of work I present in this exhibition is poetic in its structure, in that the images 
act as anchors or reference points that evoke emotion and cadence. The installation acts 
as a guide to a subjective experience. By installing the works in an untraditional and more 
unpremeditated fashion, I am allowing for that “oneirism” the home evokes.” | attempt to 
capture a daydream, to create a feeling of being awake.and dreaming, allowing the facts 
to mingle with imagination. I attempt to paint the image as if simultaneously seen from 
the inside and described from afar. In this daydream-like narrative, I present a series of 
scenes pooling together, rather than a distinct progression of events. 


“For Freud, as for Marx, the everyday is both real and unreal, both actuality and 
the disguise of actuality. To put it as simple as possible: the everyday is not as it 
appears. Or rather behind (or alongside, or underneath) the appearance of the 


everyday life lies another actuality.” (Highmore, p. 6) 


Ours is a culture inundated with images, be they photographic, filmic, or hand-rendered. I 
believe that we have a false sense security in the image — as if to see the world is to 
understand the world. This truth we cling to is tied closely to the moment in which it is 
captured, which is ironically neglected in the very attempt to capture it. To “look” at 
living gives a false sense of the real. By using the photograph directly in some of the 
work, I am giving cinematic clues and taking advantage of the sense of realism a captured 
image evokes; and by doing so I am luring the viewer into familiarity. 


* “OQver-picturesqueness in a house can conceal its intimacy. This is also true in life. But 
truer still in daydreams. For the real houses of memory, the houses to which we return in 
dreams, the houses that are rich in unalterable oneirism, do not readily lend themselves to 
description. To describe them would be like showing them to visitors.” (Bachelard, pp. 
12-13) 


The gaps between each work in this project expose the gallery walls as the artwork 
container. In this regard, the negative space becomes just as important as the artwork. 
These gaps force the eye around the space, locating the gallery’s boundaries, breaking the 
theatrical third wall, and therefore allowing the viewer an active role in unifying the 
images. Each of the gaps acts as a pause or breath that allows visual cadence to be 
exposed, thus creating an overall sense of tone. I want to draw attention to the 
interconnectivity of each the works; I want to viewer to seek meaning between that which 
is similar and that which is different. Once drawn, these associations and connections 
allow for a relationship to form with the whole body of work. A message can be found in 
each image, but the truth of the image is found in the experience as a whole. By 
acknowledging the patterns, by focusing on the everyday, we can see what we have lost, 
and see the constructed sense of order that dominates our culture. In a broader sense, by 
engaging in this discourse of the everyday, we are able to acknowledge our desire to 
fulfill what we feel is lacking. I hope to encourage viewers to reflect on this lack and how 
it is related to our internalization of everyday experiences, as well as the isolation it 
evokes, in order to examine the ways in which we can bring ourselves back to a sense of 
connectedness. This connectedness is essential for a meaningful existence, and I believe 
that acknowledging our shared isolation is a necessary step in overcoming that isolation 
and restoring a sense of humanity. 


“Thus we cover the universe with drawings we have lived. These drawings need not be 
exact. They need only to be tonalized on the mode of our inner space.” (Bachelard p. 12) 
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AMY FUNG 
Friday, March 7, 2008 
Prairie Artsters 


Gillian Willans, “Hiding in Plain Sight,” FAB Gallery, March 4 - 22, 2008 


Emptiness pervades each seat, corridor, staircase, dining room and driveway that 
follow one after another in Gillian Willans MFA exhibition. Conjuring the return 
of the same through shades of repetition, it is not only absence that pervades each 
scene, but the lingering specter of memories and presence that haunts the entire 
exhibit. 

As I passed each series of clustered works, I wondered where this was all leading, 
how it was all going to tie together. Deserted private spaces, both interior and 
exterior, are reconstructed over and over again. Loose sheets, paired images, a 
painted shadow--inserted between the exterior of a house, several houses, awashed 
under blue, white, pink lit skies. Looking at each empty chair, at each seemingly 
abandoned house, the same empty chair caught in a different shade from the last, 
infused with another layer of thought and emotion, I wondered who inhabited 
these spaces--whose absence are we supposedly longing for? 
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Image credit: Gillian Willans, Installation detail, 2008 


Doubling back from beginning to end the narrative emerged. The narrative arch 
does not operate within the standard sequence of time and space; each work lives, 
breathes, and feeds off the others. It is the compendium of absence and repetition 
that threads this show together beyond a painting exhibit. Willans is explicit in her 
title of investigating all the things “hiding in plain sight.” Only her investigation 
goes beyond the content of her works, but goes deeper into the form, digging 
gratuitously into the construct of still life painting and what lies beneath the 
concept of painting at all. It’s contestable whether this is still life at all, but there is 
the arrangement or construction of the scene, a creative non fictitiousness of life, 


and the exercise in capturing a segment of life has been infused with a coherent 
voice challenging us with looking beyond strokes and palettes. 


There is one wall of the same, a double row of houses repeated over and again, 
flashing different hues, tones, memories. In contrast to the rest of the exhibit, 
which hangs in non structured tangents, this wall reinforces that every moment (in 
the Derridian differance) hinges its own meaning on another, in spite of their 
apparent sameness. Each and every single moment, captured as image, constructed 
as painting, remains unique in meaning--and it is this uniqueness, heightened in 
direct relation to its apparent sameness, that begins tracing out what truly exists in 
plain sight. 
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